I n t r o d u c t i o n

Musical behaviours abound in much of children's everyday lives: at home, in school or in the playground. These multiple musical behaviours and expressions have been appropriately defined by Christopher
as musicking. Children's musicking can range from short rhythmic figures to complete songs and compositions. The conception of music as humanly organised sound (Blacking, 1973) (Mead, 1930; McPhee, 1938; Herskovits, 1944; McAllester, 1960; Blacking, 1967; MerrillMirsky, 1988) , folklorists (Newell, 1834 (Newell, /1992 Opie & Opie, 1959 , 1985 Knapp & Knapp, 1976; Sutton-Smith, 1999) and music educators (Harwood, 1987; Riddell, 1990; Addo, 1996; Marsh, 1997; Campbell, 1998; Tarnowski, 1994; Smithrin, 1997; Sundin, 1998; Young, 1995 Young, , 2000 Lew, 2005) 
suggests a gamut of musical soundings that each individual child brings to his or her surrounds as a cultural and social being. Children's musical behaviours in many cultures has been an object of interest for ethnomusicologists
for decades. The overarching concern in the various fields of study in children's musical behaviours seems not just directed at the music itself, but more significantly towards what music does for children and how it does it. There is genuine interest and concern for the use and function of children's musical behaviours and an acknowledgement that these musical behaviours are worthy of close consideration.
P u r p o s e
Considering the limited number of research studies on children's spontaneous musical behaviours, particularly within the Asian region (Lew, 2005) , there is a need to generate greater interest and research so as to better understand children's music and musical behaviours within their own contexts in these specific geographical locations. There are few studies of children's spontaneous musical behaviours within the natural setting of school, which could provide an added dimension and insight into musical play beyond the home and playground spaces (Burnard, 1999; Kanellopoulos, 1999) . From the perspective of a music educator working within the multicultural society of Singapore, an in-depth look at specific cultures of Singaporean children through ethnographic fieldwork holds the potential to unravel the particularities of children's musical lives in this urban locale in South-East Asia. Immersion within the realm of children's daily lives is key to the development of descriptions (Geertz, 1973) of their pertinent cultures. The multi-faceted musical behaviours of these children can be studied in this way, leading to a more enlightened and reflective discussion of music education matters. This study focuses on the musical behaviours of 28 primary one (aged 7) children in Pei Yi (pseudonym) Primary School, examining the meaning and diversity of these musical behaviours as they engage throughout the school day and the musical repertoire they sing and move to.
M e t h o d a n d d e s i g n
In order to understand the distinctive character and meaning of children's musical behaviours, Bjørkvold (1990) ' (p. 121 Emerson et al. (1995) (Emerson et al., 1995: 166 (Graue & Walsh, 1998) . The data analysis presented three main categories of children's musical behaviours: melodic utterances, creation and recreation of familiar songs, and rhythmic play. Campbell (1998) (Lum & Campbell, 2007) .
stated that it is of 'fundamental importance to look at it in the light of its natural context, i.e. within the framework of the common codes of child culture itself
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Singing full-out songs was another constant behaviour of the children, where they seemed to easily select out of the realm of possibility those songs that for them had 'staying power'. Even in kindergarten, they knew words and melodies to many songs, and their in-tune singing accuracy became more accurate with age (Welch, 1994) 
. They appeared to enjoy a wide array of songs they learned from teachers, parents, friends and through the media. The next two sections will detail children's use of melodic utterances for purposes of dealing with: (i) restlessness, expression and communication and (ii) seeking attention.
R e s t l e s s n e s s , e x p r e s s i o n a n d c o m m u n i c a t i o n Amidst the structured class time when Primary 1C pupils were engaged in written and group work, or there were teacher-student interactions, periods of teacher talk and other educational activities, pupils expressed musical behaviours independently or collectively. (Fig. 2) .
Qianhui sat next to Raymond, and joined Raymond in singing the motif for a second and a third time. S e e k i n g a t t e n t i o n (Fig. 4) . (Bjørkvold, 1990: 123) which the child was feeling at that moment. (Lum & Campbell, 2007) . Rhythmic play could happen organically when children were reading and writing in the classroom or when they became restless after completing work and waiting for the next class activity to occur. Campbell (1998: 69) (Fig. 5) . (Fig. 6) .
Melodic utterances for these Primary 1C pupils were triggered in various ways by the story or the pictures from a book a child was reading, by toys and figurines that the children played with, by technology (CDs, videos) and the media, or simply by other melodic utterances from children or teachers within earshot. At times, children seemed to create melodic utterances unconsciously, summoning up musical fragments with links to their home environment, previous experiences with the media or their own unique creations. The melodic utterances and song improvisations also 'became an integral part of the mood'
Fig. 5 R h y t h m i c p l a y
Rhythmic play is defined as a music-and-movement genre in which children are engaged in regular rhythmic movements frequently (but not always) accompanied by vocalisation in the form of a speech-inflected chant
has termed these individual engagements in rhythmic behaviour, 'rhythmicking'. Children's rhythmicking was at times conscious or unconscious, as they swayed their legs, bobbed their heads to and fro, or tapped their pencils on the table in various rhythmic patterns. Musically entrained, these children move their bodies in synchronised fashion. Indeed, as DeNora (2000) has noted, the children are 'aligned and regularized in relation to music, they are musically organized, musically 'composed'' (p. 78). The following sections will detail children's rhythmic play as used in: (i) speech emphasis, (ii) motivation and encouragement, (iii) restlessness, expression and communication, (iv) chanting games and (v) learning facilitation.
S p e e c h e m p h a s i s
One way in which rhythmic play was used consciously by the children was through speech. If the children had something exciting to say to their peers or the teachers, or if they wanted to be heard 'loud and clear', they would employ rhythmic play as an effective means of getting the message across to the listener. The following examples illustrate children's rhythmic speech. As Jackie was talking to me about a ferocious dinosaur from his picture book during a silent reading period in the hall, he started to stretch his hands in the air. He bent his fingers in the shape of claws, and swayed his body from left to right, snarling, 'Bah! Bah! Bah! Bah!' repeatedly. He stopped when he spotted the teacher-in-charge noticing his 'ruckus'. When the teacher was explaining to the children about the racial riots in the 1960s as part of a national education lesson, Adrian raised his hands eagerly and
The accented first pulse and the rhythm precision of the chant were aggressive and almost militaristic in character. (Fig. 7) . (Fig. 8) .
M o t i v a t i o n a n d e n c o u r a g e m e n t
The children would also engage in rhythmic play when they wanted to encourage or motivate others to do something. They developed a kind of 'herd instinct' as they chanted in chorus, typically beginning with a leader who instigated the process. Examples of rhythmic play used for purposes of motivation and encouragement follow. During a game of football during a physical education lesson, as Hidayat was dribbling the ball towards the goal post, some children watching the game started shouting
They punched their fists in the air and gestured wildly with their arms and legs until Hidayat took a shot for the goal. On a few occasions during break-time, as I observed the children with my video camera in hand, they would spring up to me and begin to chant
One boy circled me repeatedly as he chanted, which led other boys joining in the chant, circling, until I had to politely stop them as their chanting reached a feverish pitch. There were also times when girls from the class would join in the chant, and ('ah', 'hey', 'yo', 'ooh', 'tsch', for example) C h a n t i n g g a m e s Children build their own culture and at times intentionally separate their culture from the conventional adult culture around them (Sutton-Smith, 1999) . The range of play genres includes games and chants, insults, jokes and riddles (Marsh, 1999) . Collectors of children's folklore (Knapp & Knapp, 1976; Opie & Opie, 1985; Merill-Mirsky, 1988; Riddell, 1990; Marsh, 1997) As Suss et al. (2001) ' (p. 30) .
R e s t l e s s n e s s , e x p r e s s i o n a n d c o m m u n i c a t i o n
Just like melodic utterances, rhythmic play happened frequently during 'down time', between classroom activities, where projects were completed and new tasks had not yet begun, when children were feeling restless or feeling the need to assert themselves as individuals. There were countless examples of pupils engaging in varied ways
Notions of fashion and popularity gathered from the mass media are very much infused into children's playground games (McMahon & Sutton-Smith, 1995) . Children do not merely imitate but creatively enter into 'a dialectic with the mass media and appropriate for their own use its materials and forms' (Mechling, 1986: 110) . In other words, they made choices and transformations about what they wished to receive and reject into their culture of play. As observed by Marsh (1997) in a multi-ethnic inner-city elementary school in Sydney, 'the constant variation and strive for novelty is a characteristic feature of children's performance of the games ' (p. 93) . 'Qin Pin Guo' (Green apple) was a movement chant which ended with a game of 'rock, scissors, paper' (Fig. 11 
F u r t h e r t h o u g h t s
Merriam (1964) Kaemmer (1993) Bjørkvold (1990) (Bjørkvold, 1990 ). Children's musical behaviours also occurred within specific contexts. As Waterman (1990) 'Masked Rider' and 'Gransazer' that are also favourites among the boys and some girls in the class) that they watch at home.
